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the tone of the sky-sheet helped to give a new sense of deso-
lation m wide open spaces The draping of the cuitam at
one side of the central opening in a wide curved downwai d
sweep inwards helped to build an impression of harmonious
irregularity
These four elements and the lamp we used variously for
mam scenes during the rest of the play, without too great a
positional stress on the rugged pair after the middle action
But not until the last scene of the play are the two icctnngu-
lar blocks found togethei and upright, as at the plav s
beginning, only now placed at one side and sh inn^ honoui
of position with the others
Our thunder was alternated caicfully with the words
Such sounds must always come in at the right time, and
only then, with cues propeily piepaied Sounds must not
form a vague running accompaniment to woids We must
aim at rhythmic altei nation This is why some people
thought our thunder far more effective than that you usually
get in the theatre, where rival noises are too often left to
fight tilings out as best they may Aftci hesitation 1 suc-
cumbed to a reserved use of lightning what there is should
always be held for a fraction of a second, too sudden a flash
being mechanical and artistically non-significant Om
lights were kept fairly strong always, which precludes cei-
tain pretty tableau-effects, but preserves other moic im-
portant touches in the acting You cannot have cvciy-
thing
I offer an example of mterpictative action Hit Fool
counters Lear's breaking mind with witticisms, trying to
resolve by humour the tugging dualism that otheiwise
wrenches open the abysms of insanity This is why his wit
concentrates on the subject of Lear's pain, and not away
from it In their first tempest scene Lear goes out hand-in-
hand with the Fool, who is singing his ewmd and lain9 song
as they exit In the next, Lear meets mad Tom, and leaves
the fool for the madman Both were played, with variation
xn the position of the elements, around the ccntic lamp